This article explores Madeline Miller's Circe from the perspective of Bakhtin's concept of the chronotope, the inseparability of space and time in fiction. The article focuses on the chronotopes of the road, the idyll and the threshold in the novel, and how these intersect with its themes of gender and immortality. The island of Aiaia acts as a threshold, transforming all who cross it. Circe's life on the island, however, is a repetitive idyll; only at the end of the novel does she become a traveller on the road herself rather than just a stop on the way.
Introduction
Madeline Miller's Circe is a fictional autobiography of the sorceress goddess Circe, whose encounter with Odysseus lies at the heart of the Odyssey. Miller, a classicist, draws upon the well-known episode of the Odyssey where Circe converts Odysseus' men into pigs, becomes his lover for a year and, when Odysseus eventually decides to continue on his quest for Ithaca, directs him to the Underworld, where he can obtain further advice (Homer 2016:125-138) .
However, many of the episodes in the novel derive from other classical sources, including Ovid's Metamorphoses, Apollonius of Rhodes, and the lost epic Telegony (Barenbaum 2018 ).
Miller's novel, however, differs from all of these sources in that it attempts to tell Circe's story from her own perspective; in this it resembles Margaret Atwood's Circe: Mud Poems (1974) or Eudora Welty's 1955 story Circe (Yarnall 1994:182-193) . In this context, particularly in recent decades, "revisionist mythmakers" have frequently attempted to novelise 28 the myths and epics of the past in order to approach them from a new and contemporary perspective. For many of these authors, an important motivation has been the desire to give a voice to female characters, who were often relegated to the margins and depicted in stereotypical fashion in the original epics.
In this context, Miller, too, emphasises that her novel was born of her desire to 'push back against Homer' (Nicolau 2018) and to give Circe a life, and voice, of her own: I wanted her to be the center of the story. I wanted it to be an epic story about a woman's life. And for her to have all the attention and all the adventures and the growth, the errors, the virtues, that heroes like Achilles and Odysseus have in their stories (Nicolau 2018 ).
In addition to gender, divinity is another important theme in Miller's work. Although she is a goddess, Circe is a minor and, at first, apparently powerless goddess, disparaged for her relatively unattractive looks and thin, human voice. Moreover, the court of her father Helios is clearly a patriarchal one; while her brother Aeetes is allowed to participate in the affairs of court, Circe herself is excluded. Instead, unmarried and apparently unmarriageable, eventually rejected as a lover by Glaucus after she transforms him into a god, Circe seems destined to become a kind of immortal spinster aunt, at least until her transformation of Scylla and her consequent exile on Aiaia.
Unlike most of the gods in the novel, Circe feels a special closeness to mortals, partly symbolised by her thin mortal voice which, while mocked by the other divinities, allows her to communicate with humans without terrifying them (Miller 2018:81-82) . She pities mortals for their physical frailty, yet appears to prefer their company to that of her cold, childish and selfcentred Titan relatives and of the cruel, ruthless Olympians. Notably, Circe's relationship to her divinity is a complex one. Indeed, her immortality is frequently a source of pain to her, as it condemns her to outlive the mortals that she grows attached to, including Daedalus, Icarus, Ariadne, her pet lion, and, eventually, Odysseus. As Circe laments: Icarus, Daedalus, Ariadne. All gone to those dark fields, where hands worked nothing but air, where feet no more touched the earth … It was true what Hermes said. Every moment mortals died, by shipwreck and sword, by wild beasts and men, by illness, neglect and age … No matter how vivid they were in life, no matter how brilliant, no matter the wonders they made, they came to dust and smoke. Meanwhile every petty and useless god would go on sucking down the bright air until the stars went dark (Miller 2018:138) .
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In this context, then, following a brief theoretical view of Bakhtin's concept of the chronotope, or the intersection of time and space in a work of literature, the paper will proceed to examine how these themes of gender and divinity intersect with the dominant chronotopes of Circe, which, it is argued, are the chronotopes of the idyll, the threshold and the road.
Bakhtin's Concept of the Chronotope
Bakhtin's concept of the chronotope, derived from the Greek terms chronus (time) and topos (place), refers to the inseparability of space and time in any work of literature (or indeed, by extension, in any work of art). The particular way in which these indicators intersect in a literary genre or in an individual text constitutes its characteristic chronotope (Bakhtin 2002: 84) . Thus, Bakhtin views the text as not only composed of diegetic events and speech acts, but also, and primarily, of the construction of a particular fictional world or chronotope (Bemong and Borghart 2010:3-4) .
Bakthin borrowed the term ʽchronotopeʼ from mathematics, specifically Einstein's relativity theory; emphasising the intrinsic connections between time and space in both the physical and narrative worlds, Bakhtin uses the chronotope "almost as a metaphor (almost, but not entirely)" (Bakhtin 2002:84) . While Bakthin never attempts a definitive definition of the chronotope (Bemong and Borghart 2010:5) , he perhaps comes closest when he explains that:
In the literary artistic chronotope, spatial and temporal indicators are fused into one carefully thoughtout, concrete whole. Time, as it were, thickens, takes on flesh, becomes artistically visible; likewise, space becomes charged and responsive to the movements of time, plot and history (Bakhtin 2002:84). In this context, then, the chronotope functions as the primary means for materializing time in space, [ … ] for concretizing representation, as a force giving body to the entire novel. All the novel's abstract elementsphilosophical and social generalizations, ideas, analyses of cause and effectgravitate towards the chronotope and through it take on flesh and blood (Bakhtin 2002:185). However, although the chronotope is a combination of time and space, time was the more important of the two from Bakthin's perspective: "It can even be said that it is precisely the chronotope that defines genre and generic distinctions, for in literature the primary category in the chronotope is time" (Bakhtin 2002:85) . In other words, the chronotope is a method for "seeing" time in the physical and spatial world. 30 The chronotope refers not only to the depictions of time and space within the novel but also to the novel's spatial and temporal connections to the wider world. For Bakhtin, then, the chronotope is inseparable from its historical and political context; while a novel's chronotopes frame the plot of the narrative, they also act as "bridges" that engage with parallel space-time frames in the real world (Lawson 2011:2) .
However, while the novel is a flexible and developing genre which is intimately related with its historical and social context, the epic, according to Bakhtin, takes place in "a national epic past" or an "absolute past" that is essentially unchanging and permanent rather than transitory (2002:19) , and which is a "specifically evaluating category" (2002:15) . For Bakthin, then,
In the epic world view, 'beginning', 'first', 'founder', 'ancestor', 'that which occurred earlier' and so forth are not merely temporal categories but valorized temporal categories, and valorised to an extreme degree (2002:15).
Bakhtin argues that this epic past is essentially walled off from the time-space of the performer of the epic and his audience, a boundary which "is immanent in the form of the epic itself and is felt and heard in its every word. To destroy this boundary is to destroy the form of the epic as a genre". In contrast, in Bakhtin's view novelisation can breathe new life into the epic as the novel, "the most fluid of genres", is interconnected rather than isolated from the world of its author and readers (2002:16) .
Regarding the development of the novel, Bakhtin argues that literary conceptions of time and space, and individual characters' interaction with them, changed and developed throughout the history of the novel; indeed, Bakhtin contends that the perception of time itself was not the same for the ancients as for modern man (Renfrew 2015:118) . The historical development of the chronotope is also intimately connected to the evolution of novelistic genres. "Adventure time", for instance, is characteristic of the ancient Greek adventure novel. Here, despite the "broad and varied geographical background" of the adventure novel (Bakhtin 2002:91) , time, which is "simply days, nights, hours, moments" and unconnected to the "repetitive aspects of natural and human life" (Bakhtin 1981:90-91) , leaves the heroes themselves almost untouched.
As the novel develops, however, "everyday time" and, later "biographical time", with its focus on "crises" and "rebirth" in the life of the protagonist become increasingly important. Finally, by the 19 th century Bildungsroman, the novel has come close to assimilating real, historical time, with its transformative effect on the development of the protagonist (Bakhtin 2002) . 31 As Frolunde (2013:92) argues, these historical tropes overlap, and are generally recognised by the audience, which can thus anticipate the events, characters and actions in a particular genre. In this sense, the chronotope "acts as a field of representation that strongly influences the kind of events that occur within it, what the characters might possibly think and what actions they might plausibly perform" (Farrant Bevilacqua 2004:33) .
In his essay, Bakhtin also enumerates several "minor chronotopes" which derive from and supplement the major categories of adventure, biographical and historical time. These include, for instance, the chronotope of the road, which is a variant of the chronotope of encounter, the chronotope of the threshold, which emphasises sudden crisis and dislocation, the chronotope of the castle, characteristic of the Gothic novel, and the chronotope of the provincial town, a variant of the chronotope of the idyll (Bakhtin 2002:243-258) .
For Bakthin, these changes in the dominant chronotopes of the novel are themselves influenced, although not necessarily determined, by broader social, cultural and economic developments; thus "there are chronotopes of the Renaissance, of Victorian Britain, of Colonialism or late Capitalism" (Renfrew 2015:121) . For instance, the more communal chronotopes, such as the chronotope of the public square in carnivalesque literature, tend to predominate in a more collective, agriculture-based world. In contrast, the more private and "bourgeois" chronotopes, such as the drawing room setting in the novel from the 18 th century onwards, reflect the more alienated world of modern capitalism. While in the more communal chronotopes, "every aspect of existence could be seen and heard" and "the complete exteriority of public man" is emphasised (Bakhtin 2002:134-144) , the more private world of the sentimental novel is "associated with the intimacy of one's own room (…) the zone of the letter, the diary" (Bakhtin 2002:397) .
Bakhtin emphasises that novels may well contain more than one chronotope; indeed, various chronotopes may be present and interact in a single work, influencing the way its narrative is shaped. In this sense, although time/space appears to replace language as the fundamental focus of Bakhtin's essay on the chronotope, the concept of the chronotope can be related to his work on language and dialogue in that chronotopes can be understood as inherently dialogical rather than monological. As Bakhtin notes;
The chronotope can include within it an unlimited number of minor chronotopes, in fact as we have already said, any motif may have a special chronotope of its own. Any and every literary image is chronotopic. Chronotopes are mutually inclusive, they co-exist, they may be interwoven with, replace or oppose one another, contradict one another or find themselves in even more complex interrelationships (Bakhtin 2002:251-252) .
Chronotopes of Aiaia: The Idyll, the Threshold and the Road
The chronotope of the road is an important and ancient one, dating back as far as the
Greek epics and adventure novels;
The importance of the chronotope of the road in literature is immense: it is a rare work which does not contain a variation of this motif, and many works are directly constructed on the road chronotope, and on road meetings and adventures (Bakhtin 2002:98) .
The importance of the road chronotope is tied to its connection to the motif of meeting, "one of the most universal motifs" (Bakhtin 2002:98) , itself connected to such motifs as "parting, escape, acquisition, loss, marriage and so forth" (2002:98). The motif of meeting, therefore, frequently "fulfils architectonic functions: it can serve as an opening, sometimes as a culmination, even as … a finale. A meeting is one of the most ancient devices for structuring a plot" (Bakhtin 2002:92) , and the road chronotope provides a perfect backdrop for such meetings;
Of special importance … is the close link between the motif of meeting and the chronotope of the road ('the open road') and the various types of meeting on the road. In the chronotope of the road, the unity of time and space markers is exhibited with exceptional precision and clarity (Bakhtin 2002:98). However, there is arguably a gender dimension to the road chronotope. While, as Vice notes, female characters tend to act as mere 'stops along the way' or structural devices in 20 th century road novels such as Kerouac's On the Road, or in films such as Easy Rider (Vice 1993: 211) , this is also largely true of epics such as the Iliad, in which Helen of Troy 'certainly had little part in driving the warships of her own story' (Vice 1993:213) . The same can be argued for the Odyssey, where the female characters, including the goddesses Circe and Calypso, appear to act primarily as structural elements, enabling or hindering Odysseus on his journey home to Ithaca. In the Odyssey, Circe certainly hinders Odysseus' journey in one sense, as she turns his men into swine and becomes his lover and hostess on Aiaia for a year. However, she also acts as an important enabler; in contrast to Calypso, who wants to keep Odysseus with her for ever, Circe makes no protest when Odysseus eventually decides to leave. Indeed, importantly, Circe helps him on his journey by becoming Odysseus' mystagogue, directing him to the Underworld, where he will receive further advice (Homer 2016:125-138) .
Similarly, at least until the end of the novel, with the exception of her original exile to Aiaia from the court of her father Helios, and of her trip to Crete to help her sister Pasiphae deliver the infant Minotaur, Miller's Circe is a "stop on the way" rather than a traveller on the road in her own right. Thus, instead of seeking her fate, she must wait eternally on Aiaia for life to call upon her, which it does in the form of lovers such as Hermes and, eventually, Odysseus, both of whom eventually desert her, as well as troublesome visitors in the form of sailors who attempt to take advantage of her hospitality and whom she transforms into pigs.
In this sense, Circe clearly echoes Penelope: both appear to be condemned to a life of waiting, weaving and domesticity, both are single mothers attempting to bring up a son of Odysseus in his absence, both are forced to use their wits to keep unwanted suitors at bay. The similarities between the two characters are such that, at the end of the novel, they switch roles or even fates; Penelope takes over Circe's role as the witch of Aiaia after Circe, having transformed herself into a mortal, leaves with Telemachus for a journey to Egypt. repetitiveness is imprinted on all events". For Bakhtin, the idyll is "a harmonious, enclosed space that can only be maintained by a regular, cyclical time rhythm, and where the cycles of the seasons, day and night, sowing and harvesting, death and rebirth permeate the landscape" (2002:210). Although Bakthin distinguishes various types of idyll, he argues that they share common features based on their similar relationships with "folkloristic time" (Bakhtin 2002: 157) , which is primarily expressed in special relations between time and space, characteristic to the idyll, its organic ties with the locationlife and events and the locality (place) have organically been knitted together: home with all its nooks, familiar mountains, valleys, fields and meadows, familiar river and forest, home itself (Bakhtin 2002:157). In the novel, Circe's Aiaia is very much an extended domestic space, where even the wild animals, along with the wilder human male visitors, are tamed by Circe's witchcraft. Circe's first attempts at witchcraft on the island are domestic in nature; I brought a withered flower back to life. I banished flies from my house, I made the cherries blossom out of season and turned the fire vivid green. If Aeetes had been there, he would have choked on his beard to see such kitchen tricks (Miller 2018:74 (Miller 2018:134). In this context, then, "The levelling of all aspects of time, conditioned by the unity of place, favours the development of rhythmical cycles of time, which is characteristic to the idyll" (Bakhtin 2002:157) . In Circe, descriptions of the island, as well as the depiction of time, are often related with the changing of the seasons as in the following extract:
Spring passed into summer, and summer into fragrant autumn. There were mists now in the mornings, and sometimes storms at night. Winter would come soon with its own beauty, the green hellebore leaves shining amid the brown, and the cypresses tall and black against the metal sky (Miller 2018:135). It is only Circe herself who, in her immortality, is excluded from the cyclical changes of nature on the island; some of these changes take place so slowly that they are only perceptible from the viewpoint of Circe's eternity;
Mortals like to name such natural wonders changeless, eternal but the island was always changing, that was the truth, flowing endlessly through its generations. Three hundred years and more had passed since I had come. The oak that creaked over my head I had known as a sapling. The beach ebbed and flowed, its curves changing with every winter season …Everything was united by the steady rise and fall of nature's breath.
Everything except for me (Miller 2018:250). In addition to being an idyll, however, the island also acts as a threshold chronotope, in that it represents a crisis or period of change for those who are permitted to land there. As Bakthin points out, the threshold chronotope is; 35 highly charged with emotion and value… and is connected with a decision that changes a life or an indecisiveness that fails to change a life… It is the main places where crisis events occur, the falls, the resurrections, renewals, epiphanies, decision that determine the whole life of a man (Bakhtin 2002:248). In this sense, the threshold is "where inside and outside meet and form contact zones, mixed places middle grounds, perhaps heterotopia in one of the meanings of that term provided by Foucault" (Mackenthun 2017:66) .
According to Smethurst, islands, in stories such as Robinson Crusoe or The Tempest, are the stage for "first encounters between people of different worlds, and in a sense from different times as well" (2000:225) . This is certainly true of Aiaia, where the mortal time of her human visitors contrasts and clashes with Circe's divine sense of time. While the lifetime of an immortal divinity is obviously eternal, the passage of time itself appears to be speeded up.
Recounting her early life in Helios' halls, for instance, Circe points out that "Divine days fall like water from a cataract" (Miller 2018:4) , and that her own infancy "was the work of hours, my toddlerhood a few moments after that" (Miller 2018:5) . In contrast, the passage of time is slowed for mortals, particularly for young ones. Regarding her mortal teenage son Telegonus, for instance, Circe remarks that "a slow afternoon felt like a year to him" (Miller 2018:236) .
For the sailors who cross Circe's threshold, then, the island is a place not only of spiritual but of physical transformation, a transformation fraught with difficulties and frustrations for the new man-pigs;
After I changed a crew, I would watch them scrabbling and crying in the sty, falling over each other, stupid with their horror. They hated it all, their newly voluptuous flesh, their delicate split trotters, their swollen bellies dragging in the earth's muck. It was a humiliation, a debasement. (Miller 2018: 172). However, despite the repetitive idyll of her life on the island, it is perhaps Circe herself who is most profoundly transformed by her crossing of the threshold to Aiaia and, later on, by the others that cross the threshold with their myriad and incessant human needs.
In a sense, her exile on Aiaia allows Circe, who had once been a timid nymph at her father's court, disparaged and unloved, to grow in maturity and confidence. Thus, her relatively peaceful and independent life on the island gives her the freedom to develop and control her powers of sorcery. Her meeting with Odysseus, in particular, changes Circe's life completely, perhaps most notably by leaving her pregnant with their son Telegonus. Following Odysseus' departure, the pregnant Circe produces a spell; 'an illusion to make the island look hostile, 36 wrecking rocks to any ship that passed (Miller 2018:210) ', to protect herself from unwanted visitors; in this way Circe herself gains control of the threshold.
Like any new mother, Circe's world is turned upside down by the arrival of Telegonus, an especially unhappy, irritable and demanding baby. Following his birth, no trace of Circe's previous idyllic existence remains; instead, each day is a race against time;
In those months I had spent with Odysseus, I thought I had learned the tricks of mortal living. Three meals a day, the fluxes, the washing and cleaning… But what did I know of mortal babies? … Thank the gods I did not have to sleep. Every minute I must wash and boil and clean and scrub and put to soak. Yet how could I do that, when every minute he also needed something, food and change and sleep? (Miller 2018:212) .
As a child, Telegonus is obsessed with the sea and with the horizon. As he grows up, he and Circe become closer; however, he never loses his fascination with the world beyond the island. Eventually, aged sixteen, he leaves to visit his father on Ithaca; a concerned Circe arms him with the venomous tail of the stingray god Trygon as a protection against Athena, who had tried to kill Telegonus in his infancy due to a mysterious prophecy, and whom Circe had only managed to keep at bay through the spells she wove into the island. When Telegonus returns to Aiaia, together with Penelope and Telemachus, the reason for Athena's wrath becomes clear;
Telegonus accidentally killed his father Odysseus, Athena's favourite, with the tail (Miller 2018:211-248) .
However, instead of killing Telegonus, Athena suggests he found a kingdom in Italy, a rival kingdom to that of the Trojan Aeneas, an offer she had already made to her protégé Telemachus, who refused. Telegonus departs for the West, while Circe, although heartbroken, continues to teach Penelope witchcraft, and becomes close to Telemachus (Miller 2018:303-304) . Following Telegonus' departure, Telemachus and Circe, who has been released from her exile by a reluctant Helios, decide to embark on a journey together, leaving Penelope to take Circe's place as witch of Aiaia (Miller 2018:313-314) .
It is now that Circe's story begins to resemble adventure time, as she and Telemachus survive the monster Scylla by turning her into stone. They travel on to the cove of Circe's youthful infatuation with Glaucos and disastrous early attempts at witchcraft to gather the flowers of metamorphosis. This time, however, the flowers, which transform the recipient into their truest self, are meant for Circe herself. It is unclear whether the spell will be successful, or what its consequences will be; Circe is afraid of changing into a horrendous monster like Scylla (Miller 2018:325-331) . However, before drinking the mixture, she receives a vision of a future where she ages with Telemachus, bears him two children, and where, between visits to Penelope on Aiaia, they would travel the world together (Miller 2018:331-332) . Thus, instead of being merely a stop on the way, Circe would continue to be a traveller along the road, visiting:
The lion gate of Mycenae. … and the walls of Troy. We would ride elephants and walk in the desert night beneath the eyes of gods who had never heard of Titans or Olympians, who took no more notice of us than they did of the sand-beetles toiling at our feet (Miller 2018:330) . Therefore, it is as a mortal that Circe feels she would truly become her truest self; despite the fragility and ageing her mortal frame would be subject to, she understands that only then would she feel truly alive, a participant in life rather than an eternal observer: This is what it means to swim in the tide to walk the earth and feel it touch your feet. This is what it means to be alive…I thought once that gods were the opposite of death, but I see now that they are more dead than anything, for they are unchanging, and can hold nothing in their hands (Miller 2018:333) .
Conclusion
Regarding the broader historical context of the novel, Circe can arguably be understood as part of a postmodern attempt to revitalise the epic tradition through novelization and parody.
Such revisionist mythmaking frequently focuses on female characters, who were arguably often sidelined or stereotyped in the original epics. Although Miller's Circe, as a fictional autobiography, can be understood on one level through Bakhtin's major chronotope of (auto)biographical time, it also approaches real historical time. While, for Bakhtin, biographical time tends to focus on moments of crisis and rebirth, which certainly occur in Circe, it also arguably resembles a Bildungsroman, in that it also focuses on the more gradual process of growth and development that occurs throughout Circe's long life.
As noted above, Bakhtin's view of the chronotope was plural and dialogical; within Circe, too, several minor chronotopes can be noted. Circe's life on the magical island of Aiaia, with its domesticity and largely regular rythms, approaches the chronotope of the idyll. The island is also a threshold in that it transforms anyone who lands on it; from the physical transformation of the unruly sailors, to Circe's psychological growth, to the change in her life instigated by Odysseus' visit. However, at least until the end of the novel, despite her witchcraft and her independence, Circe remains a "stop on the way" rather than a traveler along the road, a role traditionally reserved for male characters. She is, however, constrained not only by her 38 gender, but also by her immortality itself, which dooms her to be tragically separated from the mortals she loves. It is only at the end of the novel when, emboldened by her love for Telemachus and the possibility of a mortal life next to him, she embarks upon her own epic journey.
